dodge of the same kind, only more subtle and therefore more ef-
fective. Naturalism was, like the culture of the " Founders' Age/'
a style of stylelessness. Maupassant spoke of the " photo grapkie
banale de la vie!' But photographs may be as banal as they will,
they are naturalistic for contemporaries only. To later generations
they are antique, elaborate, highly stylistic woodcuts.

This comes out most strongly in the strongest Naturalist of
the nineties, Gerhart Hauptmann. His dramas are folk-songs,
strong and tender, bitter and sentimental, primitive and un-
fathomable, of the earth and remote from it. His greatest period
embraced the seven years from Sonnenaufgang to Florian Geyer,
during which he created and brought to their highest artistic level
a whole number of new stage features: the family catastrophe in
Friedensfest, the mass tragedy in Die Webern, the satire on mod-
ern times in Der Biberpelz, the naturalistic tale in Geyer, and
Hannele, which has no counterpart in the whole world of literature
and will live for ever in the hearts of posterity as the most realistic,
imaginative, subtle, and thrilling soul-picture in German drama.
As long as Hauptmann merely constructs, he has almost more
atmosphere than Ibsen, but when he thinks, he becomes poster-
like, undifferentiated, warped, and even amateurish and raw. In
Die versunkene Glocke he descends to the pretty picture-book
and to unsuccessful experiment with ideas and becomes a sort of
oleograph of Bocklin and a cheap popular edition of Nietzsche.
And many others of his later works, hurriedly written and uneven,
are only weaker copies of his great early conceptions. Hauptmann
is neither one of those slowly but continuously growing intellects
who, like Goethe, gradually acquire everything, far and near, nor
one of those which continually transform themselves and are
always startling, alarming, and charming the world afresh by vol-
canic streams of lava like Nietzsche. But in every one of his char-
acters a responsive heart beats triumphantly: in the big carter
as in the school-child, in King Karl as in Beggar Jau, in the genius
as in the village idiot. He is an organ of the whole conscious world
around him, a human creature, creating without toil or intention,
without " art," because of his inborn need to create: in short, he
is a poet.

Sudermann's appearance was contemporary with Haupt-
mann's, almost to the very day. The two of them were at first gen-
erally regarded as "Dioscuri," even by professional critics.
Brandes wrote in 1891 that it was not possible for the foreign
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